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transformed Blues. Having introduced specifically dramatic 
material in the vocal setting and employed such a novel plan 
anyway, Tippett neatly avoided for the moment the crucial 
issue of reconciling his new style with symphonic structure. 
One solution to the problem emerged in the Third Piano 
Sonata ( 1973). The work is cast in three movements: a 
sonata-allegro ('a statement of contrasted materials ' 
combining violently linear material with the vertical static 
structures of his recent style), a set of four variations on a 
theme (17 elaborate chords) and finally an ABA-shaped 
toccata. The adoption of a traditional sonata plan and the 
incorporation of inherently more satisfying and intensely 
lyrical passages (particularly in the slow movement) 
reflected a willingness to return to traditional formal 
procedures and suggested a realisation that contrasting 
blocks of material are not, on their own, sufficient to sustain 
a convincing and imaginative large-scale structure. 
This then is the position at which Tippett had arrived 
before the Fourth Symphony and, as before the Third Piano 
Sonata, the issue of structure and style remained to be 
resolved. For Tippett a fundamental element of the 
symphony is 'the dramatic'; indeed he has said that he 
envisages the symphony as occupying a middleground 
between purely instrumental works ('abstract sound 
pieces') and the drama of stage works. lt is the idea behind 
the Symphony which at once suggests a possible structure 
and also provides the potential for 'the dramatic' : that idea 
is Growth. 
At a symposium on the evening before the first 
performance at Winnetka's Music Centre of the North 
Shore, Tippett apparently spoke about the genesis of the 
work. He recalled seeing in the 1920s a speeded-up film of 
the process of mitosis (cell division) in a foetal rabbit. In the 
stages before division little appears to be happening, then 
the division occurs, quickly, and at that point the whole cell 
structure appears to undergo a colossal upheaval and 
shudder like a jelly before being transformed into two 
separate cells: a vivid and vital process, the memory of 
which he translated into musical terms at the beginning of 
the Symphony. Although parallels have been drawn with 
Strauss 's Ein Heldenleben - indeed the composer calls the 
work a 'birth-to-death piece ' - it is not programmatic or 
autobiographical in the sense of the 19th-century tone 
poem; rather, the germinal idea of foetal growth is 
expanded to encompass the notion of man's passage 
through life from his first breath at birth, via a psychological 
crisis, to death. However, this idea remains essentially at a 
protogenic stage and offers us more an insight into Tippett 
the composer than the 'meaning ' of the Fourth Symphony; 
in the process of composing he envisages the music in 
verbal terms in the early stages and it is therefore to be 
expected that these verbal sketches should be articulated at 
some point in terms of an idea such as the development 
through life of the human psyche. Pursuing this idea a little 
further, it is worth noting that it is very much related to the 
earlier works in that it reflects Tippett's constant concern, 
albeit this time at a more abstract level, with the problems 
of man's being in the world. In Heidegger's terms man is 
'thrown' into the world and forced either to come to terms 
with it or suffer alienation. Tippett suggests this crisis of 
'coming to terms' at the climax of the Symphony before the 
Scherzo; thus a protogenic plan reveals birth- growth-
psychological breakdown- integration - full participation 
in the dance (Scherzo) of life - death. 
Tippett's solution of the problem of structure in the 
Symphony is ingenious: he integrates the traditional four 
movements of the classical symphony with three related 
development sections, thus creating a unifying arch form. 
1st movement (Prelude) 0 - 52 
1st development 52 - 68 
2nd movement 68 - 78 
2nd development 78 - 100 
3rd movement 100 - 136 
3rd development 136 - 160 
4th movement 1 60 - end 
There are three basic tempi, each of which is presented in 
the three sections of the Prelude. The opening reveals the 
excitement and vitality which surrounds an emerging new 
life with strong, pulsating, heavily-articulated brass chords 
recalling the image of new life in the division of cells. The 
growth imagery is further enhanced by the use of the wind 
machine marked 'gently breathing'. This was the one 
controversial feature of the American performances: it was 
felt that the machine was incapable of providing the 
mystico-spiritual sound required. Accordingly, it was 
replaced in the Prom performance by two synthesised 
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